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THE TWO VERSIONS OF 'CAT ON A HOT TIN ROOF' BY TENNESSEE WILLIAMS.
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The scene isg the Missipsipl Delta, -- the quiet, mellow
house of the richest cotton planter there. The mellowness
of this house 1s felt throughout the play: 1t 1s perfectly
conveyed by the image of sunlight pouring through shutters’
in the late afternoone. The author insists that it be there,

' a deliberate part of the design, so that even the 'dread of
death' should be 'gently touched and soothed by it'.  The
house‘and the plaﬁtation outside are the element of eternity
in the play <= the silence which devours all the duarrela.
lies and 'polsonous thoughts', and renders them null.

Big Daddy, the cotton planter, has cancer and_will not
live long. He has a son named Brick, married to a robust,
handsome young woman called Margaret. They are childlesse ‘
The play centres largely on the relation between Big Déddy

’ o and Brick. Big Daddy =~- a violent, plain-speaking, despotlc

man =-- 1s.closer to Brick than to anyone else in the family,

though Brick says little these days and is an alcoholic.

; Big Daddy's personality is strikingly presented the moment

he walks én the stage: a birthday party has been arranged for
him -- the clérgyman and the local doctor are there -- and hils
first word when,%gg; tell#gim 'Congratulations!' 1s '~= Crapece’'
He has had enough of humbuge. -He has slept wiiﬁ hieﬁw1fe )
mechanically for several decades, yet he can't bear her smell,
her voice, the sight of her body =~ so he teils his son in
thelr great dlalogue together. It seems that the play takes
place during those first moments of real honesty in the family: ‘

—
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_ other son, Gooper, and hi#ﬂife.really love him as much as they

2.

it is the painful revelation of a lifetime of lies.

There are several obvious lies in the play, all of which
are felt most strongly by Big Daddy and his favourite son,
Brick. There 1s the lie that issues from the good, warm
body of Big Mamma -~ that everything 1is all right and that
Daédy is only saying. 'Crap' to everything}beoausg he is 1n

"a bad state of nerves. There is the lie that Bid Daddy's

Al

profess: they have come with their five monstrous children
('no~necks', Brick's wife calls them) to be in at the death,

ab to speak, and to get the management of the cotton plantation;

in fact, Big Daddy detests both them a&nd their ohikdren. There

1s the lie that Bid Daddy's examination at the clinic showed

a negative result and tnai he only has a 'spastlc colon' after
all, not cancer. There 1s the lie in Brick's life -- éhap he
has taken to drink because his athlete days ;re over (he was

& celebrated athlete), while in faoct it is because his best
friepd Skipper committed sulolde after 6ec1afing a homosexual
attachment to him which he rejected absolutely. There is the
113‘1n;Brick's marriage == he no longer sleeps with Margaret,
apparently bécause he no longer finds her attraotive, but in

facg. as she points out, because the memory of Skipﬁer is

"haunting him and turning him agailnst her, the wife who

interfered in their relation. And finally there 1s the lie ==
but less obvious than the others =-- that Brick feels great
horror first at the mention of Skipper's name, and. secondly
at the imputation that he has had a 'dirty', that is to. say,
homosexual, relation with him. Neiiher h; nor the other
characters explode this lie. And here is perhaps the chief
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weakness of the play ~- that a lie lurks there unexamined by

‘the .author. .

Ve pay & lot of attention to Brick. He 1s a golqen boy
in the twllight of his youth, and the effects of alcohoi.are
not yet visible on him. He is silent, melancholy and shrewd.
As a character he is the integrity and inwardness of the play.
He will not sell himself to lies =- except one, that about
Skipper, which is too painful to face. Yet the exact natufe
of that paln 1is not clear to us: 1s it due to the faot that
he fetls he has killed the young man? is it because of that
'dirty' imputation -=- the message he reads in other people's
éyes? '1s it because he is in faot a homosexual and will n;t -
cannot out of compgssion for hiﬁb&fe. perhaps ~- face 1it?
Whatever the answer, his horror about the whole thing sesms to
be sexaggerated ~- and the exaggeratlon sxplalns one of the
dramatic fallures of the play, that in the dialogue between
him and his wife (Act One) when she is talking to him very
straight aboﬁt his feelings for Skipper and he == outraged*anﬁ
saying nothing =~ keeps aiming aé heyr with hiaﬂerutch.ji The
failureaisfhelpeé by the fact that the crutch itself is of
false dramatic importance: it does not indicate to us, !'This
man is a oripple from life'; it cannot be regarddd as a mark
of destiny, like Oedipus' éyea streaming with blood, because
it is the result of a tuﬁble he has had the night before trylng
a hurdle when drunk ~=- a broken ankle. It can only a?ouse
sentimental pity. But this would not be a serious orticism
if Brick's feelings were convincing, if ws could feelawith him -
first hié horror that HMargaret should bring Sklpper into the

conversation at all and secondly his horror that she should
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defile his friendship with words -~ 'ndme it dirty' -- which

in any case she does not do since she says at the outset, ‘It

was ona of those beautiful, ideal thiﬁgs they tell about 1n

Greek legends, 1t wouldn't be anything else, you being youees'
If’h% had merely felt 5uilty}at the th&uéﬁt of having driven ’
his best friend to sulclde everything would have been clear
and the drama would have looked after itself. ‘ But because

we cannot see exactly where Brick's horror lies we cannot feel
with him while he is hitting out ét Margaret ~- though we are
expected to do so since he does not speak.

The fact is that nowadays, when homosexuality is, of not

.more pract%@ea. at least more discussed than at any previous

time in Christendom, few of us fesl hopror at the mere mention
of the term. All right == let us say that Gooper and his
wife (from whom the imputation mostly comes), perhaps Big
Mamma also, would siaulate horror. even feel it, being on the
side, so to speak, o: social humbug. But Big Daddy héﬂ had
enough of lies. 4nd when he discusses Skipper with Brick in
the second act he shows very clearly that he has no inhibitions
on the subject at all. In fact, he says, 'I knocked ébund in
my time' and 'I seen all things and understood a lot of then'.
.Agreed that Brick himself- may feel very sensitive about the

o

imputat;ont espeoially ag he has been an athlete worklng with
people who despise 'ducking siesles' and 'queers' (as he himself
calls them in an outburst of 1ndignat on). but this senge of

outrage does not tally with the reat of his nature. which is

‘withdrawn, quiet and wryly aware of the fact that all righteous

attdtudes taken up by people have a questionable origin.
We feel he would merely shrug the thing off, as he shrugs off
gabpaxin




Se

Gooper's greed and the unpleasant reference of Gooper's wife

to the-fact that he and dargaret no longer sléep toge;her

(both Gooper and his wife are righteous people). The author
tells us hld/;elf that Brick has that charming 'cool air of
detachment that people have who have given up the struggle'.
There is a kind of heroic reasignation about him which Big Daddy
clearly admires even while it worries him. And this exaggerated
horror over the use of a name == 'You think me and Skipper did,
aid, didl - godomyt == together?' =« is not heroic, much less
¥esigned; It would be herotc if’lt were hig central conflict
‘1n the blay, if he were terrified for his personal reputation;
but thig is clearly not the cage: he does not seem to cars very
much about his reputation, now that his heyday 1ls over. His

. horror 1s that induced by humbug == the very humbug he pitches
himself agalhst. |

The real hooror of homosexualityy SEN=SCFEUWITENIAT ==
that 1in the end it 1s a solitary act -~ is not touchéd upon.

M

Ve are only pregented with the social horror =- that it is
something practised by people %hom Gooper would consider
outsiders. It 18 not treated square-on ad a living problenm,
a source of pain and =X suilt, which the theme suggests
it should have been.

Had Brick been a homosexual and afraid to confess it; had
he killed his friend 1in cowardiqe. by falllng to admit that he
ghared his feellngs; had he resolved to go on living with his
wife and crush hls other desires, or to abandon her while still
feeling a certain love and compassion for her == this would have
been a real dramatic conflicte. It would have made the pla& a

tragedy, in place of a stirring spectacle of family passions, of
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the will to truth against the will to humbug.

But even this contrast between truth and humbug (Big Daddy,
Brick and Margaret versus Gooper and his wife, with Blg Mamma
In her 5ooaneas trying to make peace between them) is lost ==
thrown away rather =- in the Broadway version of thé third act.
And here, it seeme t0 me, 1s the second examply of the author's

subservience, quite unwittingly, to social instead of real

values == his subservience to the question, 'What will people

-

‘think?' instead of 'What fo they feel?'

Tﬁis act (in both versione)'centr;s’round-a family meeting
orgéniéed by Gooper and Mae to tell Big ifamma that her hisband
hag cancer after all, not a spastic colon, as she still thinks.
But Gooper's real object is to get a plan before her concerning
the dispos%i“:é’the huge estate, which he has dfawn up in the
presence of‘ffvlawyer. She will hear none of this. She 13'

distraught and obstinately unbelieving at the same time. Only

Brick's presence is a consolation to her, and in a sudden access

‘of love she tells him that if he could give Margaret a child it

¥y

would be Big Daddy's 'dream come true'. Like Big Daddy, she
Baé turned asainet-Gooper and Mae. ﬁor they have no reverence
and no real awareness of other people. Even before death they
have no reverence. They see nothing beyond their own interests
and the social form-of a thing.

In the first (unperformed) version of this act we see
Gooper and Mae 'preparing' her for the shock of the truth.
Thej nudge and épke and m;ke faces at each other. When Gooper

is about to speak his wife stops him and hides his words in a

burlesque fashion with 'A breeze! A breezel' It is clear that

they are both exoited, even sadistically exoited, and that
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Big ilamma's feelings have no meaning for them at all, - only
the social form means somethling to them, so that it can be put
on record at a later date that they did and said all they should
have, and set thelr faces properly.

As characters they are overdrawn. But that is just as it
should be. They are almost an allegorical representation of
Humbug « They have the contempt for each other, the rude
familiarity and brittleness of & couple plotting murder. Mae
gives her husband an unexplained poke as she passes hlq, and he
returns this qith & quick slap, while all the timé he contlnues
gazing at his motherf He even seems t0 enjoy the thought of
his father's death and agony. VWhen Big Mamma tells them all

Big Daddy he
how well ha{has been eating Rodper says -- 'with grim relish' =--
oA,

'I hope he don't have to pay for it later on', and later he ;ays,
again with relish, that they (the cancer patients) certainly
do 'get sly' about their pain, meaning they often deny it.

. R

And Mae, when the news has at last been broken to Blg Mamma,

utters her wretched, 'That'e why he's turnsd &ellow, Hommyl' =-

- -

as if he were a thing‘of e&in fnd béne, merely unpleasant to
handlg.

The point 1s that Gooper and iae are never in a living
contact with other people, only a kind of mental, observing one.
They prefer the saftey and sameness ¢f purely soclal relations,
for in this way they are never hurt or ilnvolved by other people;
everything is fixed and predioctable, and their egotistical
interests cannot be deflected, For ths teoh%éoal civilisation

Lrequires that people keep their aistanoé from each other, there

being work to do and certain hours to do it in. A man can't

afford to lay himself open tp pain or passion. He ocan't go tbo

-



deep intb lifej strong feelings acknowledge no timetable;
and they bring in no money.‘

New Brick, Margaret, Big Mamma,. even Big Daddy with his
ruthless pursult of money-power,~belong much more to ﬁhe South,
in feeling. It is this which gives them the power of honesty.
Their humanity has not yet been smothered under soclal forms.
The house and the plantation are still the mysterious angd
eternal backsrégnd of their lives, or rather the only harmony
in their lives. But for Mae and Gooper the house and planatation
are simply an 'asset! -- t6 be managed on a strict techaical
baéls. They ére co&pletely sold to the civilisation of the
North. ‘

:Iq ﬁhe flrst've;sron Brick éays rio more thah a few‘worGS’

'ffoﬁ beginniné to eénd of the act., But his presence - bearing
sad, unspoken reflections about men -- 1s always felt. Vhen
he comes in for the 'family conference' he goes straight to the
bar and begins pouring himself a drink; then, as if Jjust
remembering his manners,az turns to the others and says; 'I'M
sorryt Anyone else?’ When CGooper and Mae oall on the'éo&tor
to~bréak the bad newsm-- they do 80 like chairmen -- he suddenly
says, 'Ssseh!' then 'grins and chuckles and shakes his head

regretfully'. ‘'-= Naw! --that waen't the click', he says, ==
- - - - a ©
the click being his moment of lapse into & state of peacs,

A

which comes every day after a certaln number of drinks. He.
has no reverance for soclal form; and with these two sentences
he has sald enough to give his silence through the rest of the
act mesaning énd dramatic force. Just as Blg Mamma is about

to realise the truth -- cancer! =-- he begins singing, and Gooper

- -

" eries out, 'Shut upt® b K
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Margaret is more outspoken. She accuses Gooper of
Yvarige, awarice, greed, gread',and he slmost strikes her.
She says 'hissingly', to herself, ‘Polsons, polisons, venomo

thoughte and words!  In hearte and minds ) _ That's poisons!'

As for Big DaéQy. he makes no appearaﬁce. Wé only hear
his first cory of agony from another room, as the disease really
takes hold of hime. We 40 not know which of the two sons he
will favour in the inheritance. Ve 4o know that he loves Brick
and dislikes Gooper. The 1lnheritance is =~ in the first version--
a superficlal elemeqt in the plot, and rightly so. There is only
the sense of & victory of, truths

in the eeoond;rperformed version all this is lost. 1 The
Broadway producer's objection to the original version of the
| third act was a vélid one -- that Big Daddy was too lumportant
a character to be heard only as an off-stage éfy. ‘ it is true
that we do miss him, but his éppearanee in the revised version
does not help matters at all. In fact, it ==FFos=te reduce§the
theme from the herolc and essentlally mysterious level ﬁo;the
scclal one. It turns the play into the simple questio;, 'Who
will he favour in his will, -- the efficient Gooper or the-
wayward, alceohollio Briék?' Big Daddy comes in, aware now
thdt he willlcertainly dié of cancer, recites a ribald story
which 1s clearly directed against Gooper and his wife, whose
humbugging Brick has exposed by denying (only to Big Daddy)
the clinic's fake report, and he leaves again clearly 1nteﬂ§ng,
to make his will in Brick's favour. ”

Gooper and his wife become milder people, but are léss real

now in thelr malevolence. We no longer see them exG%haasins
glarices, nudsinﬁkna poking and making faces. A magniftceht
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portrailt of a mean, whispering couple -- always hiding the

truth because, like all those without reverence in life, they

‘believe others can't bear to face 1t -- 15 jrmgteaddy diminlshed.

The starkness of the conflict ~-- truth or lies ~-- is no longer
there. Everything is played down. The author removes the
phrases 'with grim relish' and 'with relish' from Gooper's two
unplesan% remarks about his fatﬁer’s diseas;. Gooper n&w
answers the doctor's 'Keep your chin up, Big Jdamma' with the
mild, 'She's goin"to”keep‘her ole chin up, aren't—you. Big
Mamma?' instead o} the openly vulgar, 'She's gon&a keep both
chins &p. aren't you, Big Mamma?', as in tﬁe first version.
The italilcs ar; readved froam Mae's 'That's why he turned yellow,
Mommy', stripping it of the sensé of deliberate malevolence.,
In the first version, when Big Mamma tells iae that Gooper never
}eally liked Big Daddy, Mae answers 'as if terribly shocked',
'‘That's not TRUE', whereas 1n the second version she anewers
éimplj (no stage>directions), '"That'e not true', helping us to
see Gooper more as the unwanteé son‘smarting aéainst Big Daddy's
neglect of him than as a villaine. But it is now too late for
our sympathies to be engaged on hig behalf., ‘
Brick becomes too much.thenbecent féllow, He é;zys too
much. He dramatises himself: "I've lied to noBody, nobody but
myselfe.e The time has come té éub me in Rainbow Hill, put mse
in Rainbow Hill, Maggle...' He %;;:::;;?to the sentimental
look-at-me-l m-euffering-butukeepins-hold-of-my-manhood-and-
swearwords mood, which is the most sickening in modern American
lissrature: 'Hello, moom;' ~-=- he is outside, addressing the
gky == 'I envy you, you cool son of a bitoch'. And to Margaret

he says of the family conference -= what we'azgnb have‘gathered
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' agéin without italicse.

11.

by thie time -- 'I can't witness that thing in there'. His
m&stery is gone, and with it the play's. There is én~unpleaaant
geat~-together of (now) decent people -- Big Daddy, Brick and
dargaret -=- agalnst Mdae and Gooper, for whom we besig,to feel
a rather shameful sympathy. ‘'Ain't I tellin' this story in
decent language, Brick?' Big ﬁadﬂy‘aeks. & A&d the answer 1is,
'Yes, sir, too ruttin' éeoent'.
i q*”?he efé:zts 6f tﬁe saconé version on Aarsaret'a personallity
argzas sttty , -= perhaps more so. because originally she
had a superb robustness, with u::aﬂn&:t::a of the Protestant
muxed with ik
Ideal of ¥Womanhood =rorrh=trer, all sweetnese and light,/ She
now remonstrates with Brick: he must do the decent thlng and
come in and stand by his méther during the family meeting.
She is reducedito 'common decency angd fair play' talk, which
belongs to Gooper. Her ‘avarice, avarlce, greéd. greed' loses
tﬂ§%stins of ‘4its 1tallcs.- She no longer hilsses 'Poieon;,
polsons! Venomous thoughts and words!' but merely says 1ty
To fill the gap of a real confliot 1n the revised version
false dramatic tfilcks. of an hysterical origin, are invoked.
There is a stora which, since the heroic theme has been

didéggated. appears simply as an acscident of the weather,

) Sudden sights and sounds are clearly designed to alarm and

disturdb the audience in a second-rate fashion. 'Chidren

commence cryinge... barnyard anlmals in terror, papérs crackling,
Fry vy ong

" shutters rattlinge... Ineaplicably, Daisy (a o&FsEé) hits

togetﬁeﬁ two leather pillowBe.s Strange man runs across lawn.'

The word =-- a play's only power in the end -- capitulates to
slght, which is proper to the film.

Fs




As we know, one of Big Daddy's great disappointments is
that Brick has no child. ‘-Now 1nwbotp‘yersiona dergaret decides
to foree the situation by telling & lie: 1in the first version
ghe tells Big Jamma that. she is about to have a child, and Big
Mamma rushes off to tell her husband; in the second she tells
Big Daddy direct, and %R probably this information is uppermost
in his mind when he goes out to prepare his will . Gooper and
his wife know 1t is false, becauss Brick nevesr sleeps with her.
And, naturally, Brick knows also: but he stands by Margaret.
In the first version he ‘simply says nothing, and she is only
thankful that he does not interrupt her, which it is very like
him to do. But in the second version he comes forward and
vindicates her by tellling another falsehood, that they have
beén sleeping together == a quite unnhecessary lapse of character,
too obvious for the delicate balance hitherto kept by the play.

But this 1s less serious than the fact that the end of

aV , V¥ 3% 4 MU‘ )
the play, which re=trpltEeifty—eoosxttem=oL afterthoughts in

' A
the first version, 1s a degradation of the whole theme in the

sscond. In the first version #Maragaret forces Brick to give

her a cﬁild'by taking all the bpttlesvof liqqqr out of the roonm,
then throwing his crutch out of the window so that he can't walk.
She says, 'We're golng to making the lie trus, and when that's
done, I'llnbrins the liquor back here and we'll get drunk )
togetneé'. Angd Brick's last words -~ in answer to his wife's,
'I do love you, Brick, I do' -- are 'fouldn't it be funny if that
ﬁas true?’ Now these word; have beén spoken before, by Big
_Daddy. in oyniclem, when Blg Mamma says much the same as lMargaret
has Just saide. And so we are left with the feeling that the

meliow-houaé and the plantation have won over the guarrels
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ané the 'poisonous thoughts', that life is to be repeated, in
childreﬁland further inhseritance, with the sunlight still
coming through the shutters in the lats afternocon.

But in the second version the element of eternity 1is
forgottene. The question of sn? Dadd's inheritance settled,
there is only the (social) question of making a child, which
Brick, being ‘de¢csent now, understands. He watcheg his wife
with 'growing admiration' as she takes his pillow from his grasp
and-tﬁrows it on to ﬁheii double bed, showing that she will not
let him sleep alone on the couche. She then begins throwing
his bottles of liquor out of the window, but he stays, still
admiring her, though even five minutes before he would probably
have preferred to throw himseelf out with the bottles. And this
version ends witha speech from Jdargaret which ls the quintessence
of é specially modern sort of humbug, == used.to cover the sores
of technical civilisation. She pitles the 'weak, beautiful 3
people%ho give up with such grace'; 'Vhat yéu need', she says,
'is someone to take hold of you' == which woulé be.éll right if
;e didn't know that what he really needs is another stiff drink.
wlen liké Brick == indeed, all men -- agk something more of life
than whé.t can be provided by other men/;%’ or womene But 1t 1is
one of the myths of the tecn%?cal socilety that men are sufficient
to mene

% Margaret says something of the same kind in the first
version of/@et ;;ree too, but it was not the last word in the
play, her victory was not so clear and ordlnary. tioreover,
in the revlsed version, her speech ls lengthened in such.a way
that she seems to have dwindled from dMaggie the Cat into a sweet,

rational nurse. But the story has been wrapped up. The
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The characters have lost their claws. The'author hds reduced
his theme to the 1nf'pm morality of 'good will to all men'.
How absolute the collapse is! )

Yet there 1is a~3reat purlty and gentleness in Tenneeseﬁ
Williams' work == especially in his portraits of women. How,
then, was 1t possible for hin to turn largaret frém a real
ereature into a social formula? She is called Maggle the Cat,
after all. In the first act she shows off her figure to Brick
as she stands in front of the mirror, and says it still makes
men turn their heads in the street. And when he tells her that
he is disgusted with her-talk she calls him an 'ass-aching
Puritan'. )

A olue to this -- and to the author's collapse into social
formulae generally ~- may bes found in th; Preface to the play,

called Person - to0 =« Person. He begins by saying how 'sad and )%ﬂ&

embarrassing' it is that the artist's work should always be
rooted in his own ‘particular and sometimes peculiar concerns'.
It 1s sad because it 1is such a lonely condition: we are ocut off
from each other, exiled each in his own skin, so to speak, and
our efforts to get in touch with each other are a terrible strain
on use. So for the most part what we hear is socialﬁchit-ehat -
of the kind Big Daddy has had enough of.

This of "course 1s in great part the theme o? the play =-
the terrible difficulty of speaking our truth to other péople.
the effort it needs to think through the social humbug by whlch
we are surrounded. ‘'Yeah, it's -- hard ' -- talk...' says
Big Daddy, re-eohoinghthe cOmpiaint we havé heard from.bothg
Brick and dargaret. Most of the second act is taken up with

a long conversation between Big Daddy and Brick during which they



15.

try == and for the firet time succeed -- in having a really
"true' talk. Big Daddy tells Brick that he 1s drinking because
ﬁe dié not face up to the truth of Skipper's homosexuality, he
let social disapproval get in the way of f;iendsnip; and, in
return for this truth, Brick tells his father that the latest
report from the clinic is false, and that he will die after all.
During the conversation Big Mamma keeps bursting in, wanting to
make peace all the time, fﬁightened lest the talk will go too
deep and-£ouch on a truth she does noét want to hear. Gosper
puts his prepared, I'mea-solid-chap-you-know face round the door,
-and.his children, thé 'Little Ones' -~ the very mask of Humbug
itself =-- sing,'Ws want Big Dad-decel We want big Dad-deel’

Everywhere the emphaslis is on iylng. - 'Have you ever‘ﬁeard
of the/iw'g}sndacity'?' Briok asks his father. 4nd 4t the end of
the act Big Daddy étorms off|lthe stage crying, 'CHRIST « DAMN -
ALL = LYING SONS OF = Lniq(} BITGHES)' Then, 'Yes, all liars,
all liars, all lyiné dying liars!'’ _ '

It is a wondeful brave ory against the kind of world that
gives rise to thg.sweet.'bational philosophy of ‘'good will to all
men' == the world of level, affectionate relatioﬁe between
peoble beneath which the true violent feelings smart and burn and
cérrode, so that men of great character like Big Daddy live their
lives like 'a closed fist' and the physical manifestation of this
dreadful inﬁer tunult -- éemaé%ns safe smiles and mild, sweet
phrases as an outward accompaniment -~ is gancer. We are made to
feel by the play that cancer, with its agonieing=pain and its
rapid, invisifle proliferation, is only the bodily résult of trying , -
to live & not, like a human creature, in hate and love, xég;a ‘
opp%gites tﬂét go together in equal strength, dwindling and
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increasing together, in equal degree =- but like & aooial'
fbrmula, always reasonable, full of 'affection', and with
occasglonalx swift, muted darte of hatred, cmntéqpy and murderous
revenge inside, qulickly suppressed and never spoken about,. like
.the first warnings of the fatal stage of cancer. It is a very

American problem, as cancer, but. above all the terror of cancer,

g ¥ -
' qga:pnigﬁégii; nmerican dliseases. It is the dead end of the

i
'y

European middle class culture. ‘ )
a=;13 1s precisely the will to cover ovér life with soclal

formulas of behéviour that gives rise to the feellng that our

passions -- publicly revealed at last in art -- are 'sad and

embarragsing’. ¥en who are asghamed of thetr own feélinss

produce 'expérimental' or degorautive writing. Sut Williams

. 18 not like that. He writes in good faith. But in the end

he does not make an &bsolute break with social formulae. He

gives the impressidn in his Preface that he is writing in order

to,bommunlcate with other people. And that ls a social activity.
Sendhal's :

There is no sense ofl'vera 1880...' as there is again and agaln

in Zuropean books, even today. There 1s no sensé of posterity,
’_‘and this meane that there 1s no sense of tradition. We agé each
of us alone -=- condemned to solitary confinement inside g;; skin¥.
tnd while we are alive =-- 'leanwhile!' the author saye == we try
‘ag best we can to-oveﬁ’zome the barriers to coamunication. Of
course Tennessee Williams 1s talking about the sense of exile
which 1s our special state nowadays, unprecendented in Christendom.
But he is also talking about the condition of ths artist, and the
artist is never unprécendented, he ig always in connection with

the past, so that he may bring it into new illumination. The

lmpregaion one gets from this Preface 1s not that of an artist
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trying to penetrate the mystery of his 1life, but that of a man
simply trying to tell the truth to other people, the truth about
himself and thus about their lives too. At the very outset, it
seems, there-1ls a bewllderment of values.

There is no sense here of a religious task for the artist.-
no éenee of a dystery altosether beyond the world of éou and me,
a mystery in which we are no longer exiles from each other but
under the same destiny (this 18 what makes the difference between
truth and lies, that we do belong to each other).

In the play this mystery is suggested by the house and
plantation, but then there is little continuity of feeliﬁa_--
there are only sudden brilliant confliots, followed by a lapse.
It is 1ike a man bravely struggling up all the time, but falling,
because there are no voices 1nszdg his head to keep him calm and
give him advice. It is art pushed into a vacuum because your
audlence belleves that the only really serious activity in 1life
is the productilon of goods and that to each man falls a technical
function beyond which he has.oniy a questionable being. Even
the author suggests something of this kind: he gives you the feeling
that a play, when it 1s finished, 13Landed over to the technical
experts of the theatre == producers and 8o on -= and becomes from
that time' on a technical problem. But in faot the ideas of a
play, even in performance, is a very sluple one. Peagants 4o 1t
very well. AAd the 'technical advice' is more often‘tn;n not,
slmply an objection t& the values and feelings. of the play, and
express only the sghames and fears of the éroducer. who is often

qulite a social man.

Y

That Williams felt he was golng against himself in taking his

producer's advice is clear from what he says in the 'Note of

-~ -



